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LUCHING VISCONTI 


Born in 2906 in Milan, Abandonna careers as Violinist and as a trainer of show 
horses, Designer, assistant to Jean Renoir in France for THE LOWER DEPTHS (1936) 
and A DAY IN THE COUNTRY (1937), ne collaborated on the screenplay for TOSCA 
(1940), a project originally intended for Renoir in Italy in 2940, but finished 

by Carl Koch when the war forced Renoir to leave for the United States, Turning 

to direction, he has carried on parallel careers as a film-maker and as a director 
of theater end opBra. | 


Feature films: 


1942 OSSESSIONE Often regarded as the beginning of the neo-realist movement, 
this film used the James Cain novel The Postman Al Rings Twice and 
transposed the characters (sullen and sensual wife, fat and vulgar husband, 
ambitious lover) to the Po valley. Murder and desire amongst the subepro- 
loterlat, 


1947 LA TERRA TREMA The first of a projected trilogy of Sicilian life, this 
deals with the tribulations of fishermen living at the margins of thought 
and culture. Visconti wanted to show the gradual erosion of traditional 

beliefs and their replacemont by ideology, but the finsl tvo portions 
fell through when LA TERRA TREMA proved to be uncommercial. Filmed on 
location at Aci-Trezza, Sicily. | 


1951 BELLISSIMA anna Magnani plays a Roman petite bour e trying to get 
her daughter a job as a child actress at Cinecitta. The film wavers between 
satire on the Italian movie industry and the pathos induced by Magnani 
in her greatest role outside Renoir's GOLDEN COACH. 


1954 SENSO Operatic revolution--Venice occupied by the Austrians, Il Trovatore 
employed as a vehicle for nationalist demonstrations, an ill-fated affair 
between en Italian countess whose cousin leads the resistance and an Austrian 
officer, Visconti treats the whole thing as if it were by Verdi: that is, 
trying to fathom the seriousness of spectacle, critical of the myths of the 

to, but ultimately giving in to excess,.Farley Granger as the 
Austrian lieutenant doesn't help matters, though Alida Valli is great. 


1957 WHITE NIGHTS An adaptation of Dosto h 
| yeveky's Four ts of a Dreamer, with 
Marcello Mastroianni and Maria Schell. Like OSSESSIONE and BELLISSIMA, this 
has been long unavailable to American audiences. It is : 
—À — ^ —— — OF A DREAMER in its literalness of tone, 
the superficial world of ob | 
—* aa — Jects and surfaces with an 


1960 ROCCO AND HIS BROTHERS Perhaps e trilo 
a continuation of the aborted 
Mn we naturalistic chronicle follows a family displaced from n^ 
——5ó youth into the industriel slume of Hilan, One brother becomes 
BEST ImZuon mi sete ret ia lore i 
but done in a series of Savege and absurd ——, ee 
















lLuchino Visconti date-sheots 
2 


= | nglish 163 

~~ ffe Italian Film 
Semester 1I, 1975-75 
t 


1963 


1965 


1967 
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1971 












THE LEOPARD An adaptation of the best-selling novel by Lampodusa, with an 
interaational cast (Bert Lancaster, for example), the film was badly 
butchered by its distributors (205 mins. in the original, 1631 mins, first» 
run, 122 mins, second-run), Also re=dubbed horribly, both in Britain and 
America, Still, it remains an unevenly brilliant film, especially noteworthy 
in its treatment of decaying aristocracy and the survival of the lande- 

a heavier, more plodding companion-plece to RULES OF THE GAME. 


SANDRA (VAGHE STELLE DELL'ORSA) ‘The first of Viscontits decadent set- 
pieces, and the first to employ incest as a central theme, though in 

a shadowy way here. A young married woman returns to her ancestral home, 
haunted by hex equivocal brother, a mother in a state asylum, and her 
Jewish past. Like ROCCO AND HIS BROTHERS, THE LEOPARD and several subsequent 
films, Visconti here treats the destruction of the family--this time not 

as a result of social pressures but from inner rot. | 


THE STRANGER A surprisingly successful adaptation of Camis, with Mastroianni 
in the role Meurseault. A heavy reliance om zoom shots is annoying, but 
Visconti is very successful when his camera simply observes Meurseault 

doing nothing--a Sunday afternoon on a balcony overlooking a street, 

sitting by his mother's coffin in a funeral parlor, sitting in jeil. 

Lots of good sitting, in fact. The film stands to one side of Viscontiís 
preoccupations in the 60's and 70's, but doesn't suffer for that. 


TH DAMNED A Wagnerian spectacle of decay and decadence--Visconti wanted 
to call it Gotterdammerung, but was told that someone else had tho rights. 
A bourgeois industrialist family declines and wallows in the Nazi reginc-- 
a ceremonial dinner is interrupted by fatal news ("Good God, Helmut, 

don't tell me that tho Reichstag’s on firoi'") and we move from there to 
child abuse, incest and marriage/murder/uatricide. As spectacle, though, 
the film exposes Nazism as theater, and postulates that the whole thing was 
made possible by the money and resources of bourgeois industrialists (the 
producers of the film were almost sued by the Krupp family). 


DEATH IN VENICE Dirk Bogarde's second film for Visconti, this time as Thomas 
Mann's Aschenbach who seeks beauty and fulfillment in the city of death. 

The opening sequences (the ferry arriving at sunset, the pre-dinner gathering 
in the hotel foyer, the meals) are extraordinary. Visconti's insistence 

that Mann's character was based on Gustay Mahler permits him to voe heort- 
breaking melodies from the 2nd and 5th symphonies, but is questionable. A 
film of texture and feeling, a sad end to the artist's romantic sensibility, 
the film has too many good things to be dismissed, 


LUDWIG Helmut Berger as the mad King of Bavaria in the final piece in 


Viseonti's Teutonic triptych. The horrow of THE DAMNED employed here 
purely as theater, the agonies of Aschenbach in DEATH IN VENICE turned 


parody. issentially a transformation of these central themes 


t€ 1 late Visconth--theater, death, family--into something in which gesture 
has replaced feeling, escapade has replaced agony. 
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SHONSHINE (Sediuseia) 1946 





Editor: Mario Serendrei. Music: Willd Ferroro, Sound: Vittorio Trentino. 
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Director: Vittorio De — Producer: Paolo V, Tauburella,. Sereenwriters: © Sergio 
Amidei, Adolfe Franci, C.G. Viola, Cesare Zavattini. Cinenatocrapher: Aunchise Z»iz2l. 
Production Céónponys: Alfa Cinematografica. 

Gast: Rinaldo Smordoni, Franco Interlenghi, Aniello Mele, Brvno Ortensi 


Running time: 90 ginuted 


Select bibliography in Mnglish: 


Ages, James. Agee on Film. New York: McDowell Obolensky, 1958. 
Armes, Roye Patterns of Neeliem, South Brunswick and New York: A.S. Barnoo, 1971. 
Kael, Pauline. Í lost It At the Movies. Boston and Toronto: Little, Brown, 1965. 


LA TERRA TRIMA (Tho Earth Will Tremble) 1947 
Director: Luchino Visconti. Producer: Salvo d'Angelo. Production Menagor: Anna 


Davini. Assistant Directors: Francesco Rosi, Franco Zeffirelli. Seript: Luchine 
Visconti. Director of Photography: G.R. Aldo. Camera tor: Gianni di Vonanze. 








Cast: Amateure--the people of a small Sicilian fishing village. 
Running time: 160 minutes 


Select bibliography in English: 


Almendros, Nestor. “Nzorealist Cinematography," Film Culture, No. 20 (1959), 29-lu 

Armes, Roy. Patterns of Realiam. South Brunswick and New York: A.S, Barnes, 1971. 

Bazin, André. What Is Cinema? Volume II, trans. Hugh Gray. Berkeley and Los Angeles: 
University of California Press, 1971. 

Korte, Walter TE "IM and Formalism in the Filas of Luchino Visconti," Cinena 
J ; 41.1 (1971), 

Novell- Smith, Geoffrey, Visconti. Garden City, N.Y.: Doubleday, 1968, 





. English 163 Vittorio De Sica 


"he Italian Film : "Wi, 
D. de. ud rer fact (and opinics) shea 


|. Born in 1902, in Sora, outside —" quickly gained reputation as an actor in 
| the theater, moved to films in 1928, Made many films as jeune presicr and locding 
. man; probably his greatest performances come as a slightly seedy and rafilsh type 
suddenly faced with a situation more deep than any he hag known, &nd who plays out 
his new role to its tragic conclusion (Max Opbuls’ MADAME DE and Roberto Rosoolliiis 
GUNCRAL DZELLA ROVERE) o Died in Paris, 15 November 1975, — 


Foz the student of films, De Sica's work contains about a half-dozen filns of. interest. 
Tho rest, before SHOUSHINE and after THY ROOF, warrent only a slight stopover, though 
TWO WOMEN and THE GARDIN OF THE PINSI CONTINES contain. exceptional mosents. Bvt 
SHOXSHINZ, but BICYCL’ THIMVES, but UMBERTO D.--these are golden works, cnd classice 
of neo-reelicm, Themes taken from the streets, self-effacing style which owe J 
a eat deal to newsreel photography, honesty of treatment: all eloments which g 
 noo-realiem its foundation and which were in turn imposed by itc Sra diera, s 

De Sica’s essential good taste and his leve for people ehine through these fiine, 

the idea of “humanity” enforced by methodological rigor. Both these ei cemento seemed 

to desert him at times in the later career’. 3! 


‘Feature films (ne comment given for filma not seven): 


J 1940 NOSE SCARLAYTE (co-directed with Giuseppe Amato) 
E MADDALENA ZRO. IN. CONDOTTA 
O O) TERESA VENERDI © 
1942 UN GARIBALDINO AL CONVANTO —* — 
THE CHILDREN ARR WATCHING US De Sica's first work in collaboration with 
the screenwriter/critic/director Cesare Zavattini, who was to become one of 
the most influential figures in the neo-renlist movemen? and an important 
influence on De Sica (together they made LA PORTA DEL CIELO, SHOSSHINE, 
and others until they parted conpany~<not pexmanentiy--after THE ROO"). 
This painful and lonely film deals with the effect of his father's euicide 


and his mother’s neglect on a four-year-old. Mekes #00 BLOWS seem Like 
a picnic on the grass. Also known ac THE LITTLE MARTYR, | 


THs GATS OF HEAVEN (LÀ PORTA DEL CIELO) 


SUOESHINE Two boys in the slums of Rome dream of better things (e horse, 

for instance), are convicted of dealing in the black~market, sent to prisor, 
end eventually betray each other. A film of social protest and — — 
held together by De Sica's light touch, i 


BICYCLE THIEVES A man, desperate for a job, gets one which depends on his 
owning a bicycle. Same bike is stolen on his firct work day: film revolves 
arcund his search, discovery of the thie?, and sms failed attempt at thievery. 
- Sica and Zavattini used amateur actors once again, the fils avoids any 
race at Ld and refrains from preaching. Bazin: "ə o o one of tho 
3t ies of — cinema, No more actors, mo more — no rore Bets . o e 


t IAN ‘Life amongst. the slumdwellers, with the dnevi tably sad 
t oat the end obviated when everyone flies off on broonsticks. 
eor ti fly iret ti ne De Sica and. Zavattini used essentially professional actors, 
d nelu ding the great Mana Grenmmatic^. "In this sZyle I had two masters, Cloir d 
. &nà Chap? liñ | towering above me with &ll the force oi their genius; their  ž = 
re EN. = ami em at the same time, acted as a restraint əng a — 
to s a dangerous attraction" (e Sica). Though Bazan Selle Ui 
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Fes ini 's 8 reurs or GABIRIA ‘the und of laaabai th * m—" weii: —* 
here fire years earlier, as the brooms ticks teke off toverd a happi er world. 


1952 UMBERTO D Am old pensioner loses his roon, ’ tries to commit suicide, but is 
»—  yrevented by &m uvaostentatious combination of his Gog and chence. Extremely 
chaste and. restrained (come find the Pim constrained), With Mtàe emotional 
relief but utterly devoid of false sentiment. | | | 


4955 IHDISCRSTION OF AN AMERICAN, WIFE (STAZIONI Petr) A David Selanick cou 
production, with Jennifer Jones lost in [Blan svarning with nascaiino 13120, 
and Montgomery Clift en inprobablo Itelian, Still, tho film hag sone extr as 
ordinary momerts of. panie (though Jones emotes all the time) ard a solid 
Yeeling for tha streets, quite slowly paced, and unsuccessful commercial ly. 


1955 THe GOLD OF NAPLES An anthology film, bulit sround the talents: of Sophie. b od 2 
Loren (her talent as an actress not yet on display in this, her first star- | 
ring role), De Sica, Silvona Mongsno and Totó, Four short episodes, with 
sex, chicanery and obsession neha the mein ee © of a Aer ra 
n | 


3 ROOF De Sica and Zavattini wanted to do a fitm on the housing CR an 
in Lead Italy, but tonehow got sidetracked with a love story. Still, en —— ig. ! 
interesting Mln in its attempt to re~create the apirit and sense of srgoency / | 
datings to the imeitate postewar JearSe 


1960 "WO WOMEN CLA CIOCARA) A successful return to directing for De Siga after an 5 
avsence during which he acted (theater & film), in this successful vehicle “7 
for Loren. Mother and daughter flee the cities during the Sllied invasicn, o 
toke to the hills with the Partisans (Belmondo plays a strenge intellectual) - 
dut finally suffer aè the hands (pic) of African Troops.. They Seius. ien, — is 
and Sophia got up to, accept, an Academy Awarde i | | 


1962 UNIVERSAL JUSTICE; dokos THs LAST JUNM 


z Hi CONDEMNED OF ALTONA An international co-oroduction of JesnePaol Sartre's d 
Jay dealing with lizi guilt, A visconti-like film: Frederic March as the 3 
WE n et (bowler and cigar), Maximilian Schell as Disgrace, ———— | 

Rather uiri h attic, and Loren an One "form between Loyalty end Repentance, 


1.963 i BOOM (Gvidently about urban commercial success, and its problems. ) 


196^  Y2STZRDAY, TODAY AND TOMORROW ^A 
i pleasant anthology of bedroom fa: ə * 
one E does & strip and Marcello. —— sits up da eye n * 
ons 


KERTAS, ITALIAN STILE Another: quocskeiul: attempt to set in n loren g 
JS rotrokenni, then Itoly's biggect b.o; drews. — cash in on e: nd 
* three sons by reke, doesn't tell him, lives with him, sues hing! | 
marrios when they're both around 50) io done so skilfully, and. tha 
so extreordinary, that it falle into the category of slasaic kitse 
a 180° turn from SHOESHINE--here the stars are meant tc evoke. pati 
very presence as stars (“Look at Sophia, reduced to thisi") ers 


A NM: ORD bs De Seo-Zavattini file, | evidently 3 in the style et Dred 
YS AO om We >? 


y sm am, — ET t. d (s 5 T T 1B xs Pub -— : i d^ — p & o 

4 aF 1 hes far) "214 | i : - = $ i rame 2 oe wr z9 236.9 d LÍ . 4 

ay Oy = y A asb TA Pe o f * j «e j 4 LEX F yel A Fi i S, e >p d 
Dd s Bae c e S 2 * a i » a » 
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Federico Fellini 
data-sheet 

1920 
b, 20 Januery in Rimini, on Italy's southwest coast; father a commercial traveller; 
talent as illustrator took him to Florence, work for magazines and newspapers; after 
e period in radio, where he furnished sketches played by Giulietta Masina, he wrote, 
at the request of Roberto Rossellini, a screenplay for a short fila which was leter 
transformed into ROMS, OPIN CITY; collaboration with Rossellinifollowed for several 
films (he even played the role of the wandering "saint" in Rossellini's THE MIRACLES 
was urged to direct by Alberto Lattuada, who gave him cowdirectorial credit for VARIETY 
LIGHTS (see below); rarely leaves Pome; professionally active, politically uncommitted | 


The enormous financial success and the extraordinary critical furore which ac companies 
each of? his films since LA STRADA makes a cloar estimation of his work difficuls. 

It is certain t I VITELLONI represents both a summation and a departure for Itelian 
cinema in 2953.]But the work since 1960 seems to invite distrust, each one overloading 
what has gone before. A past master at the handling of moral ideas, nourishing the 
themes which are dear to him to the point of satiety, Fellini follows at a distance 
the dream of a spectacle whose gaudy baroque will leave us stupified in siicnca. 
Important: in the face of colossal genius, it would stiti seem possible to profer 


the scenarist who evoked a simple world, exposed to view by Rossellini. 
Fellini. began his film career as a gagman and oecasional writer for a dozen undistinguished 


films between 1939 and 1943; association and friendship with Rossellini onë Lat pueda 
put him in touch with the most active elements in neo-realist movement. 


Nonedirectoriol credita: 


1945 collaborated on script, assistant director: ROME, OPEN CITY (dir. Rossellini) 

1946 collaborated on story, wrote monastery episode, assistant director: PAISAN 
(dir. Rossellini) 

1947 collaborated on story and script: WITHOUT PITY (div. Lattuada) 

1948  co=seripted (with Tullio Pinelli), assistant director, actor (opposite Anna 
Magnani): THE MIRACLE (dir. Rossellini) | 

19h9 collaborated on script: IN THE NAME OF THE LAW (dir. Germi} | 

i950 script (with Rossellini): LITTLE FLOWERS OF ST, FRANCIS (dir. Rossellini) 

1951 collaborated on story and script: THE ROAD To HOPE (dir. Pietro Germi) 

collaborated on story and seript: THE CITY DEFENDS ITSELF (dir. Germi) 
1952 collaborated on script: EUROPE 51 (dir. ROSSMLLINI) | 


Short films as director: 


1953 “A Matrimonial Agency" in LOVE IN THE CITY. A young man tries to find the girl 
of his dreams through advertisements. Straightforward in style, ang cn example 
of Fellini's use of amateur actors. 


1962 ‘The Temptation of Dr. Antonio" in BOCCACCIO 70. Anita berg comes to life 
off a giant billboard end drives a censor inssne, Fellini scems. as insistently 
puritanical in his punishment as the censor, and there is sone incomprehensible 
allegory about milk which seems to attach itself to Ekberg. | 








| 
| 
| 
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“Toby Dammit" in HISTOIRES EXTRAORDINAIRES (SPIRITS OF THE DEAD) A fcverich 
morality tale about an unemployed British actor who loses his head for a Perreri 
at Cinecittà., Death shows up as a little girl bouncing a Biz beil. 


FELLINI; A DIRSCTOR'S NOTEBOOK. Made for NBC and telecast once in this country. 
Like the best of the late work (CLOWNS, AMARCORD) = piece of memorabilia, on 


occasion haunting and placing the director stage center in his om vork, Fascinating 7 


because it gives glimpses of the set and costumes for Fellini's uncompleted 
VOYAGE OF G, MASTORNA,. Everyone id crammed into 40 minutes. ‘You are seared," 
Mastroianni tells Fellini at one point, and then signs an autograph. 


Feature films as director: 


VARIETY LIGHTS (co-dir. Alberto Lattuada) Right to the heart of the watter 
in opting for stage and performance rather phen any struggle for ordinary oxistences r 
A group of travelling "artists" mix eke out thoir existence in second-rate 
music halls. A young girl joins the troupe, becomes a star, and leaves them. 


THE WHITE SHEIK Affectionate comedy dealing with an awe-struck country bride's 
romantic desire for the star of a sfumetto strip (adventures illustrated with 

photographs). Alberto Sordi as the Sheik makes his entrance swinging from a T 
tree, but ultimately gets seasick, Another bliow to neo-realiaon, | 


I VILELLONI (lit. THE CALVES) arguably Fellini's closest approximation to the 
original tenets of neo-realism; nevertheless, the sad lyricism already speaks 
of en earlier age. The lives of five small-town boys move toward the sonent 
when they must decide whether or not to settle for the humdrum existence which 
seers necessarily to await them. Only one escapes, and Fellini wanted to show 
— happened to this character in a later film which turned out to be LA DOLCE 


LA STRADA A tightrope act between mgsticlem and gritty realism; again the 
characters are performers, the metaphors are air, fire and water and the whole 


enterprise totters on the brink of allegory. Giutliietta Masina, Richard Dasehart 


and Anthony Quinn form the fated 2 Y : É - i 
the first time. | | triangle, as ellini used American actors for 


IL BIDONE (THi SVINDLZRS) The performers now are thoroughly counterfeit fone is 
artfully named Picasso), con men who try to pass themselyes off as priests, : 
businessuen and fathers, It should be noted that Broderick Crwaford (soon to be 
Seen in HIGHWAY PATROL) is named Auguste, after the clowns; his brutal death 
scene has ite counterbalance in the redemption of Richard Basehart, 

NIGHTS OF CABIRIA Fellini's wife, Giulietta Masina, a heroi bedraggle 
prostitute with romentie ideals intact--a whore with ne a ot ween, eon 
and replete with mystical aspirations, Her visit to a movie star's apartment is 

a gen of mugging (she dips her little finger politely into the caviar) out, jilted 
by her boyfriend end mugged for the nth time, she must be resurrected, Soe Bazia's 


——————— —— — 
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1960 I4 DOLCE VITA Bliss was it in that daw to be alive--red sportscars bringing 
would-be suicides to the hospital, intellectuals killing themselves after play- 
ing Bach and talking into tape recorders, Anita Exbarg dressed as o ioshiocbls 
nun, feather orgies, interesting fish. Masstroianni became the early G6ts acter 

_ with his admirable penchant for eventful. decline (he moves from sensitive ond 

A ^  eSpiring novelist to per. hack). Marvelous images: a helicopter bring Christ 

to the high-rise apartments, Mastroianni, and Ekberg embracing in the middie 

of the revi fountain at 5 a.m, just as the water goes off, 


1963 84 The most solipsistic film of all tine: crammed with invention, it aspires j 
to a Xind of sterility, About a fiilm-sakor uho can't meke a film, but i5, of P 
course, But tho hidden message ("Asa Nisi Mase”) takes us back to ehilOacod, * we 
simplicity, and being snaggled by large healtny women. This way ultimetoly lies 
AMARCORD, and the abendoning of the future (hence, no rocket gets Leunched 
fron the big structure). Milled with breathtaking sequences (harem, dreans., 
press conference) and brilliant performsuces (Felisi is the only director tc 

get Anouk Aime to aet). Sets by Piero Cherardi worthy of the higi Poremoust 
"0's, The ending, which is calculated to make one Cry, doces. 


1965 JULIET OF THE SPIRITS Closing off the poriod of psychological ezireyaganzas =< 
(1960065), Fellini tiled to evoke the closed worlà of a timid wifo in this E 
&otpníoce for Masina., For the first time we move in a totally artificiel world, | 
colored and costuned--a world which evokes the claustral feelings of Givlietta — 
and is most present in her doll-sized house. Happy to say, she gets ric of the 
bad spirite, and Joins the good ones out on the lawie 





= 1969 FELLINI SATYRICON After a long splence, speech--of soris. This re-working of 
| Petronius never quite forswears narrative or characterization, never feols 
at home at the orgies, and feels impelled to moralize on occasion., Neither 
classical nor modern, a hybrid without distinct features, 


1970 THE CLOWNS Made for Italian television, a brilliant construction oi decunontary, ——— 
memory and re-creation. Fellini remembers the circus, sets out to film the | 
remaining clowns and can't stend thoir sad old age, so stages the "Death of the 
Augusto" as an exercise of solace o | 


972 ROMA In which the dissolves into his dream, becoming a mere bystander —— — 
mere and witness of change. "When I set to work on LA DOLCE VITA realised that TTE 


is was out of Gate, not so much in period--it was & nostolpgie piece of coupleto —— 
autobiography, set in the Rome of 1939, under Fascism therefore, a Romo which el 
does not exist any more, a way of living and talking that have revlly dissnppssred —— 
-but outdated in terms of the actual inward stoxy. So as I tried te sot this —— 
up, to remake the story of a provincial who comes to the city with a cartain | g 
stock of dreams, of fantasies and hopes, and who then yields . . . So wc definitely — 























l put aside the original character, and only this new Moraldo remained . . ," Se D 
E y we go from I VITZLLONI to LA DOLCE VITA to ROMA. 7 | L 
1974 AN, ARG ORD Memories of Rimini: snow, Fascist celebrations, urine and masturbation _ 


fantasies, colossal meals, the Grand Hotel and the political shio thet looks 


_ liks cardboard and passes in the night. Too early to assess, but certainly Fr. 
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I VITZLLONI (1955) 





Producer: Lorenzo Pegoraro. Director: Federico Fellini. Script: Federico Fellini, ia 
Ennio Flaiane, Tullio Pinelli., Photographer: Otello Martelli, Iuciane Trasatti, Cario —— 
Carlini. Sets: Mario Chiari. ditor: Rolando Benedetti, Musie: Nino Rota. | À 


Cast: Franco Interlengni (Moraldo), Alberto Sordi ( Alberto), Franco Fabrizi (Feucto) à 
Eleonora Ruffo (Sandra), Leopoldo Trieste (leopolde), Riccardo Fellini. (Ri. condo E 
Iida Baarowa (Signora ! a Gi d, Carlo Romano <a Michele), Arlette Sauvage (Gonan 
at the cinema}, Jean Broc (Fausto 's fether) — 


Selected writing on I VITELLONI in Englich: 


Rudgen, Suzanne. Fellini (London: BFL, 1966), ppe 25~30 

Harcourt, pve ithe Secret life of Federico Follini," Film Quarterly, 19.434 (1966), 
$915. X di 

Young, Vernon. On Film (New York: Quadrangle — 1972), pp. 60464, | | E 





.. VOYAGE TO ITALY (1955) : 
. Production: Sveva Films-Junier Films-Italiafilns Birector: Roberto Rossellini, icto i 





berto Rossellini, Vitalisno Bvancati, DEO. E inzo Serafin. Sei, Decoration ule 
Piero Filippone. Editing: Jolenda Benvenu u: Renzo Ressellini. ‘wee 





Cast: Ingrid Bergman ( » George Sanders — zs 9). Merian Hauban | 
Carto), Paul Muller ora $e rJ ponte Daniels (Tony Burton Burton). a Ray (Natalic " y 
Burton), Anne Proclemer (the 2 EOS auta) — 


Running time: 75 minutes 


Selected writing on VOYAGE TO ITALY in Euglish: 


Guarner, José Luis. Roberto Rosse (New York: Praeger, 1970), pp» 57-64% | | i» 
Wood, Robin, "Roberto ROSSEL & with Ingrid EBorgman," Film Comert, 1C.iv " 
(1975), E 9-3 i i 
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Date and outline ; 
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lied e] s| " 
b, 2906 in Rome; started in films as technical designer (he is, among other things, 
the inventor of the PanCiner lens), producer and docunentary-maker; in 1938 ko collsbe 
orated on the soreenplay of a feature film, and later directed his first film under 
the aegis of the leading film-maker of the Fascist regime, Francesco De Robertis 


Because he is the most profoundly humanistic of Italian film-makers and because he 
attempts to bear lucia witness to our time, because he is curious about everything 
and possesses a romarkably synthetic intelligence, there is a tendency to overlook 
the extremities of Rossellini's vision--on the one hand a fiery — on, cu the other 
a kind of energetic didactician. 


Of course, the fire can be external and visible (the erupting volcano of Stromboli, 
the burning of Joan at the stake, the subterranean fires of Vesuvius in VOYAGE TO ITALY.) 
But his characters burn internally (Magnani in THE HUMAN VOICE, Bergman in EUROPE 51). 
And the didacticism is present not only in the later films done expressly as documents 
for television, but in the moval lessons of the middle period and the sociel concerns 
of the immediately post-war films. Of ell film-makers, he most fulfills Bazin's comand 
for transparency of style, economy of expression and ethical (one might almost say 
spiritual) vision. — 





_ Feature fiins: (no comments offered when film has not deen seen) 


| 19h LA NAVE BIANCA 
1942 UN PILOTA RSTURNA 
1955 L'UOMO DELLA CROCE 


1945 ROHE, OPEN CITY ‘The film wbich, along with SHOESHINE and BICYCLE THIIVES, estab- 
lished Italian cinema in the eyes of the world, This evocation of a city | 
under occupation largely avoids rhetoric, and gets splendid perfocnanceso / 
from Anna Magnan! and Aldo Fabrizi. Magnani’s death in the street is so sudden 
that it’s hard to watch after tio or three viewings, and Wings like an SS 
car picking a man up on the street hayo a casual ease that is the mark of 
Rossellini‘ts neo-realist style, 


1946 PAISA An episodic film (Rossellini likes short, — odio stories) treating 
the liberation of the Italien peninsula. The Pinal segment in the Po valley 
' seems to have been the fiin's genesis and ranks as the best, but the shootout 
in Florence escapes easy irony or moralizing. Also a film of great historical. 
importance for the Italians in asseasing their own emergence fron Fascism. 


1947 GERMANY, YEAR ZIRO The final film in the so-called ‘war trilogy," and the most 
bitter of all Rossellini’s work. "I wanted to see what the enemy was like; how 
could they have done it?" A young tian becomes convinced that his unemployed 
father leads a useless existence, end slowly poisons himer to death, then 

7 jumps cut of a ruined building. Filmed in Germany--the opening tracking shot 

t through what seems like ten miles of rvins, the boys playing recoràüs of iitlor | 

BÀ gl. in the rubble to sell to American soldiers, are things which go bcyond mere 

E ` -~ ‘plote Along with Sirk's A TIME TO LOVE AND A TIME TO DIF, the best film made 

EB -—d . en Germany between 1933 and 1968, 


J 1948 LOVE Rossellini's tribute to his lover, Anna — consists of two short 
E filns-e-Cocteasu's radio play, TRE HUMAN VOICE, which becomes a visual tours de 
— and TRE MIRACLE, about a crazy woman who is impregnated by Fellini. 
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LA MACHINA AMMAZZACATTIVI 


STROMBOLI (S'PROMBOLI, TERRA DI DIO) Ingrid Bergman had invited Rossellini to 
Hollywood after having admired the “war trilogy." The ensuing rorance exiled 
her from American audiences fer almost 25 years. SUROMBOLI has become a test 
case for Rossellini enthusiasts~-still drawing on war experiences, the director 
used as his story a woman from a dep. camp who marries an ignorant fishermon 
and follows him te his barren island, with ite ultimately symbolic volcano. 

She tries to leave, has an hysterical conversion, anc accepts her life. both 
es pentionce and glory. The film was drastically cut from its original length. 
and initiated a Lengthy series of financial failures for Rossellini. 


ethics emerge clearly for the first time in this historical approximation of 
L3th-centary Assisi. The casual framing and episodic plot belie great inner 
intensity. The drama centers on feelings of humility and joy--lepers are kissed 
unostentatiously; a pig'5 foot is cut off (Godard would Icil1 the whele animal) 
to feed a starving monk by a well-intentioned brother who later wants to give 
the pig his own foot in return. Great sense of the ‘medieval"—-this is the 

film Pasolini has been trying to make for 10 or 15 years. 


EUROPE 51 Arguably the greatest of the Bergman-Ressellini films: a society 
woman abandons everything efter the death of her child, works in factories 
and the slums, cares for a prostitute, and is ultimately committed permanently 
to an asylum by her husband. The distinction between "women's directors" 
(Mizoguchi, Cukor) and socially committed dixectors becomes meaningless in 
the face of a film like this. Sentimental and distracting at times, 1% has 
Bergman's most trauscendant performance--as spirituel as Dreyer’s Joan of Are. 


DOV'E LA LIBERTA? 


VOYAGE TO ITALY A bored bourgeois British husband & wife travel to Naples to 
reclaim some property and dispose of it. She comes to understand death in | 
the midst of teeming life; he continues to be bored end irriteble most of 
the time. They reconcile (temporarily?) at the end. Nothing but inner drama; 
Bergman's face, her reactions with eyes and mouth, key the whole film. 


JOAN OF ARC AT THs STAKE 


FEAR ‘The last Bergman-Rossellini. venture, suffused with hatred end mutual 
suspicion: knowing that his marriage was collapsing, Rossellini utilized 
the theme of a husband whose distrust of his wife comes to endanger his 
work as a scientist. He comes to treat her as an experimental subject, and 
she almost commits suicide in his darkened laboratory. Reconciliation is 
effected through thoughts of the children, but this seemaà preblematical 
in the light of what goes on before. | 


1958-59 INDIA After the collapse of his marriage, Rossellini returned to áocunentary 
work, Like Renoir before him and Louis Malle after him, he turned in personal 
turmoil to a country able to absorb vast human misery. The miles of footoge, 
mostly shot by RR himself in lóma, were edited down to 10 episodes. A rccol- 
lection of the documentary impulses of the early films, and en enticipetion of 
the tv work to follow. | 


1955 





— 





LITTLE FLOWERS OF ST. FRANCIS (FRANCESCO, GIULLARE DI DIO) The director's Frenclecan — d 
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1959 GENERAL DELLA ROVERE Vittorio De Sica played the title role of a sami-collube 
orator under the Occupation, exposed by the Germans and forced to assume 
the identity of a dead Resistance general in prison, for the purpose of 
uncovering the identity of a Resistance leader. Resistance themes are here 
= coated to a certain extent with a pleasing amount of melodrama; extremely 
long takes with much careful zooming facilitated by Rossellini’s new Pancincr. 
lens. i 
1960 ERA NOTIE A ROMA 
VIVA L'ITALIA A reconstruction of Garibaldis march through Sicily and the 
landing at Naples; commissioned by the Italian gov't as part of ihe centenary 
of the Risorgimento, RR does not blink the failure of the revolution, but at 
the same time does not give in to mere spectacle and set sycechos. The cavera 4 
inches forward and stops, the troops Gisperec, thinge are left unfinished. d 
A pezfect fusion of politics, aesthetics, ethics. | 1 


1961 VANINA VANINI | | —— MN 


1962 ANIMA NERA / 48 


1964 THE IRON AGE Five one«hour documentaries commissioned by RAI (Italy's enterprising — 
state television outfit), revarkable for HRís ability to infuse each historical " 
a period (from the truscan through WW II) with its peculiar feeling. A meditation — 
- on the subject of work, which ends in complete destruction (the bombing of E 
a factory, as metal destroys metal). "Everything done in the cinema is of no 
value from the point of generz] usefulness. There are only a fow who understand, 
As for the majority, not only do they got nothing, but sometimes they feel "ta 
offended" (RR), The didactic impulse, which will predominate in the carcer 

from this point, thus is teupered with skeptical realia:. 


3966 THE RISS TO POWER OF LOUIS XIV Produced for French tv, a stunning analysis of 
historical spectacle and its uses, In order to protect his power, the young a 
Louis forces his nobility into bankruptcy through the estebilshnaont of an $ 
absurdly ¢leborate court style. At the same tine he utilizes his new minister, | 
Colbert, to implement strict fiscal policies for the Crown. Filled with moments 

F of solem/hysterical ceremony: the King Eets, the King Riseo from Bed Hoving 

T Performed His Marital Duties, the King Orders a New Suit. 


k 1967 LA LOTTA DELL'UOMO PER LA SUA SOPRAVVIVENZA 1 


E 1968 ACTS OF THE APOSTLES A five-part episode for Italian tv attempting to capture 

* the communistic spirit of theActs. Similar in its patience ord humility to 
LITTLE FLOWERS, but vithcut any pretonse to "plot," realism" or '"cnarnctor!t-- 
a strict exercise in chastening inmeges, with concentration on the message of 
the Gospels. 


: 1970 SOCRATES ‘The only tv film done entirely by RE (no help from his son, Renzo) 
E and a project he had corcelved in 1953. The trial snd death of the sage. 


1971 BLAISE PASCAL 


(4972 AUGUSTINE OF HIPPO 
E THE AGE OF THE MEDICI: COSIXO DE MEDICI AND LEON BAUTISTA ALBERTI 
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Hichelangelo Antonioni 
Qata-sheet 


b. 29 September 1912 in Verrzara; enthusiastic draughtsman, painter a6 child growing 
"up in moderately w« — — eois family; studied archi tecture and economes ci 
Jologna, journalism at Ferrara und Rome, where he frequented the Centro Sperinentale; 
frequented fescist intellectual and film circles, but maintained left connections 


besan film career as assistant director and scriptwriter on I DUS FUSCART (Purico 
— — 1942), and wrote script for Ressellini's fascist-sponsored UN PILOTA 
RITORNA 1942); that year began active underground resistance in Frence wolle serving 
as assistant director on Marcel Care's LIS VISTRLURS DU SOIR 


between 1945 and 1955 Antonioni worked on and completed § short films, the must famous 
of which is GINTS DL PO (People of the Po), shot in the Pe valley in 1955, shown to 
many people ia variously edited forms, taken by the Fascists to Venice where they 
ceasored much of its harshness, recovered by Antonioni in damaged state in 197 (the 
negative had been destroyed)--because of Antonicni's close association with Visconti, 
Hossellini and other directors, this film had an impact on the development of neo» 
realistic cinema 


E assicnately defended by Cahiers cu Cinema in 1962 as one s the three great Italian 
postewar directors (Rossellini anu Visconti the others): « e the sense of his deity 
to regulate absolutely tae rhythm of his work in tune to bs rhythm of his uovemen 
_ as a human being. Yes, the rhythm is decidecly a moral one and if, in the ‘Long fun, 
this work breathes, it dees so in the procise air which this auteur has chosen tò 
live. One thinks of what Flaubert confided to his friend Le Foittevin: fI believe 
I have understood one thing, one great thing, which is that happiness, for poopie 
like us, is in the idea, and nowhere else. Do as 1; play with exteriors,'" ilever 
nopilexs though decidedly fashionable at intervals, his work, like Bergman's. has 
become the vietim of knee-jerk antie-intellectualiem. ;rom his first fea ture. he has — 
been obsessed with the failure of will and the melancholy reminders of ambition; like Ti — 
losselláni his whole attempt has been to elucidate, to ley open the internal world 
Lo our gaze by residing on the surfaces of things. of 


Feature films: (ne remarks on films not seen) 
i 


4950 CRONACA DI UN AMORE At 58 nis first feature--tbe wife of a wealthy li ülenese 
industrialist becomes entangled once again with a lower-class lover whose 
presence had brought about death and guilt earlier in their love. some of 
upper=¢lass satire is abrasively handled, but Lucia Bose gives a stunning 
performance of elegant distaste and passionate contradiction. Alreedy the 
languid rhythm and precision of camera style betoken the later An’ tonionie 


1952 T VINTI 
1952-53 LA SIGNORA SINZA CAIWLIE 
1955 hs AMICHE 


1957 | IL GADO (The Qutery} A man wanders through the Po Valley with his daughter, 
in ssarch of employment and companionship. Inarticulate to the point of 
savagery (played by Steve Cochran as a combination of Jrando in Tits Thw 
ONE and anthony Quinn in Fellini's LA STRADA), his only expressive act is 
Jumping te his death off a water tower. Not a picture calevlated to stir 
one’s leve of life, and oddly out of step with the rest of Italien film- 
making, since it returns to a documentary, nec-realist style in the same E 
Jour as Fellini's NIGHTS or CADIRIAs. A continuation for 4A of GAUL DL C. CU SA 
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1960 L'AVVAWTURA The test-case of Italian "interior realism," and a seminal film 
: to launch the 60s, this one made Antonioni an "overnight sensation" after 
almost 20 years of relative obscurity. A lengthy, slow-moving story of 
a failed architect and his attachment to a woman (played by Monica Vitti, 
Antonioni's companion and colleague for a decade). Hissed off the screan 
at Cannes, later reviewed as a message from Xuropean Art--a carefully 
wrought analysis of the paralyzed will. 


HOT! Mastroianni, Jeanne Moreau and Vitti starred in this tale of a 
novelist who gives it all up to become a por. hack for an industrialist,. 
Having gone this way before--all-night parties where people jwnp in the 
pool, applaud thoroughbred horses and drop names-~Pauline Kael railed 
against the duplicity of the films (this, Li DOLCE VITA, etc.) which pre~ 
tended to criticize luxury and simultaneously revelled in it. Sut Antonioni 
remained undeterred by this saucy attack, and went on making films, 
Absolutely without sentiment, with characters dwarfed by the facades of 
buildings, or visiting places they think they have known but — in 

any case, have beon torn down, 


Tib: JCLIPSS Another dead-end affair, the third of the "Monica Vitti trilogy 
che coda is provided by a literally phenomenal ending, a collocation of © 
objects which evokes a world present and recollected. Vitti tries to find 
life in the weird vitality of a Roman stock broker, but it turns out that 
she misses him, too. With L'AVVENTURA, his most central film, 


THE RED DusiRT Antonioni aestheticizes the chemical industry in kavenna 
(once famous for :05aios and other arts), by posing Vitti neurotically 
amongst pipes and emerging steam. She seems simply to get in the way of 
this oddly beautiful mechanized order, dreams of escupe, has a bad affair, —— 
winds up trying to cope, Instructive to compare with Fellini's JULI/T OF  — 
TIL; SPINITS. Antonioni's first film in color, with haunting images like b. Em 
a ship breaking throuh fog in an inland canal. Es 


BLOW-UP LA DOLCL VITA, six years later and translated into inglish, A fashion 
photographer comes of age, aesthetically and morally (how to separate?), 
and immobilizes himself in the process. A's most popular film, replete with 
orgies, putative murder, imitation-porn photography sessions and much of 
what was called in those days "swinging London." Also his most profound 
comment on the nature of filn. 


GABRISKIs PUINT After two years of "research" in Berkeley (parties with the 
Panthers), A made this testanent to the aesthetics of failed revolution 
for M<ieM, which had been impressed by the gross of BlOW-UP (financial 
gross). Inarticulacy and surfaces mean that nothing will succeed; no one  - 
has captured the physical sense of the objects which strangle us with more 
precision. Famous for hkm ite “hat. Mak Tis of — Ate final 


revenge on what we have built, ual A . 


CHINA A documentary on the Peopla's Republic, for RAI and ABC. iysterically 
condemned by the Chinese when shown at Cannes in = 1974 as "stalinist | 
| revisionism" and "aesthetically backward," 
"ipit m a EULA SU Ay T 
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Antonioni credits 


SBUNACA DI UM AMORS (Story of a Love AfTZalr) 


Director: ichelangelo Antonioni.  Jereenplay: Antonioni, Janiele DfAnza, Silvio | 
Giovarinetti, Francesco Maselli, Piero fellini; from a story by Antonioni. Photography: 


zo Serafin, sets: Piero rilippone. Costumes for Lucia Bose: Ferdinando Sormi. 

usis: Giovanni Fusco (alto saxophone: Jiarcel ule). Assistant Director: Francesco ig 
Maselli. Director of Production: Gino Rossi. Production: Villani Mins (Franco Viliani, | 
Stefano Caretta). ola | "a 
* pn Y 14 yo 
Cast: Lucía Bose (Paola lolon), Nassimo Girotti (Guido), Ferdinando Sarwi (inrico 
Fontana), Gine Rossi (Detective), Marika Rowsky (Joy) | 


Shot in and around Milan. kirst shown: 3larritz ilm Festival, October 1950. Premiere: — 
Home, 25 November 1950. Running time: 96 minutes. | / 


No substantial study of thie film exists in Inglish. 


= THE ECLIPSE 


“Director: Michelangelo Antonioni, Screen : Antonioni, ‘fonino Guerra, with the 2 a | 


Assistance of lio Jertolini and Ottiero Ottieri; from a story by Antonlori, msic: —— 

Giovanni s;wsco. Photography: Giovanni Di Venanzo. Set design: riero rolettc. isiting: 
Hraldo da Roma. Sound: Claudio Maielli. Assistant director: rranco Indovina, Gianni 
Arduini.  lake«up: Franco Freda, Cameraman} Pasquale De Santis. Script girl: vira —— 
D'Amico. Production supervisor: Giorgio Baldi. Production secretary: Sergio Striazic 


Assistant ixdtor: jarcella Benvenuti. Production manager: Danilo Marcianise Produce: 


Robert and Raymond Hakim, Production company: Interopa Fiàm-Cineriz (3ome) and Par — 
Film Production (Paris) | 

: T n5 
Gest: Monica Vitti (Vittoria), Alain Jelon (Piero), Francisco Rabal (Riccardo), YlÁlla x 
— mother), Rossana Rory (Harta), Mirella Ricciardi. (anita), Lule —— T 
Sepnier (arco, 


shot in Rome and Verona. First shown: Cannes Film Festival, June 1962, Prerz ere: Rome 
and Paris, August 1962, Running time: 125 minutes. | 


Pieces on (Hz JCLIPSs (available in Rockefeller Library): F 


Cameron, Ian. “Michelangelo Antonioni," wilm Quarterly, 16.i (1962), 490580 "1 


— Giulio Cesare. "Cinema Italiano 1962," Sight and Sound, 32.4 (1962-65), 
eO A. 


NowelleSmith, Geoffrey, "Shape Around a Black Point," Sight and Sound, 25.i (1963-65). | ù | 
| t 


47-20 
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IL POSTO (1961; literally, "The Job": ack.a. "The Sound of Trumpets") 


Direction and Soript: Ermsnno Olmi, Photography: Lamberto Caimi, Director of 


Production: Alberto Soffientini. Production Company: ‘Titenus. The 2! Horses. 


Cast: Sandro Panzieri (Domenico), Loredana Detto (Atonietta) 
Running time: 90 minutes | 
Selected secondary materials (available at Brow): 


Callenbach, urnest. rev., Film Quarterly, 17.iv (64), 44-45 

Casty, eie Development of the Film (New York: Harcourt, Brace and Jovanovich, 21972), 
Ppe 2 | 

Dyer, Peter John. "The Festivals: Venice," Sight and Sound, 30.iv (1961), 170 

=o ‘The New Frontiers," Sight and Sound, Zlot (1961-62), 19 

Houston, Penelope. "irmanno Olmi in London,” Sight and Sound, 31.i (1961-62), 16 

— =, “She Organisation Man," Sight and Sound, 33013 (1964), 78-81 

Simon, John. Private Screenings (New York: Viking Press, 1967), pp. 69-72 

Walsh, Martin, "Exmanno Olmi," Mono p Noo 2 (1971), 25-28 
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{HE MOMENT OF TRUTH (1965) 


Direction: Francesco Rosi. Additional scenes supervised by Antonio Cervi, Screenplay: 
Francesco Resi. Photography: Gianni di Venanzo, Ajace Parolin, Pasquelo de Santis, 


 husic: Piero Piccioni, 


Cast: Miguel Mateo Miguelin, Jose Gomez Sevillano, Pedro Basauri Pedrucho, Linda 


Christian 
Selected secondary materials (available at Brown): 
4ouston, Penelope. "Festivals 65: Cannes," Sight and Sound, 34.444 (1965), 118-19 


Kael, Pauline. Kiss Kias Bang Bang (New York: Bantam o 1969), pp. 1545-47 


Interviews with Olmi & Rosi: * 


Olmi & Giueffiesy John Francis Lane t and Sound 
Clm and Charles Thonas Samuels, Ts ectors 9 mi (1970) 


Rosi and Gideon Bachman, in Film Quarterly, Summer 
Rosi and John Francis Lane, in Films and Filming, 16.xd4 (1970) 
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95 (1962) 





Pirection: Federico Fellini. Script: Federico Fellini, Xnnio Flaiano, Tullio Pinelli, 
2runelio Rondi. Based on a story by Federico Fellini and Ennio Flaiano, Photography: 
Gianni de Venanzo. Sets: Piero Gherardi. diting: Lee Cattozzo. Musie: Nino Reta, 


Cast: Marcello Mastreienni (Guido Anselmi), Claudia Cardinale (Claudia), Anouk Ainge 
(Luise Anselm), Sandra Mile (Carla), Rossella Faik (Rossella), Barbara Stecle (Gloria 
Morin), Guide Alberti (Pace, the producer), Madeleine Lebeau ( the actress), Jeen Rovgeul 
(Daumier-Fabrizio Carini), Caterina Boratto (the vision), Annibale Minchi (Anselui’s 
father), Giuditta Rissone (Anselmi 's mother), Mario Pisu (Mezzabotta), Jacqueline 
Borbon (the dancer), Alberto Conochia (the ction Js lan Dallas (the ming 
reader's assistant), Jira Gale (La Sarogiina), Tito Masini the Carding), Neil Robinson 


* 9 RENE 
(the actress '5 agent), Eugene Walter (American journalist), Mery Indovine (mind reader) 
135 minutes; filmed at Cinecitta and locations outside Rome | 


Selected bibliography on 3%: 


Amengual, Barthelemy. "Itinéraire de Fellini: Du Spectacle au Spectaculaire," Dtudes 
starco, Guido. "L‘intellectuel, ltartiste et la télerathe,"' Etudes Cinémato —! nes, 
Nos. 28.29 (1962), 21-39 ANN acces a? 

Budgen, Suzanne, Fellini (London: British Mim Institute, 1966), pp. 45-46, 50-66, 

Bellour, Raymond. "Le Splendeur du &80i-mene,'" itudes Cinematographiques. Nos. 29-29 
(1963), 27-30 i ey 

Benderson, Albert Edward. Critical Approaches to Federico Fellini's "8%" (New Yor: 

Arno Press, 1975). 239 pp. | 

Boyer, Deena, The 200 Days of "Be", (New York: Macmillan, 1964), 232 pp. 

— — "Interview with Federico Fellini," Sight and Sound, 33.4% (1964), 

» 3 Fo l 

Castello, Gluilio Cesare, "Follini’s GIULISTTA DIGLI SPIRITI," Sight end Sound, 35.1 
(1955-66), 18-19 | jp da 

Cox, Harvey G., Jro “The Purpose of the Grotesque in Fellini's Films," in Celiuloíd  —— 
and Symbols, eds. John C. Cooper and Carl Skrade (Philadelphia: Fortress Press. 1972). 
Po 2105 : 

Collet, Jean. "Le plus long chemin," itudes Cinemato hiques, Nos. 28929 (1967), 

57-61 | | aut 

Casty, Alan. Development of the Film (New York: Harcourt Brace, 1973), pe 26 

Favazza, Armando, "Fellini: Analyst Without Portfolio," in Men and the Movics, eda 
4,R, Robinson (Baltimore: Penguin Books, 1969), ppo 183-85 

Gessner, Robert. The ing Image (New York: Dutton, 1968), pp. 297, 25962 

John Gillett, Round Abou ow," Sight and Sound, 32,iv (1963), 188 

rey. Jack iMvschmann, Film Quarterly, 27.1 (1903), 43-46 | : 

Peter Harcourt, "The Secret o oi Federico Fellini," Filu Quarterly. 19.iii (1966), 
11-19 ET. | 

e————sá—— o. SLM DUT Directors (Baltimore: Penguin Books, 1974), pp. 206- P 
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Kael, Pauline, "Confessions of a Movie Director," in I lost It At the Movies (Boston: 1 
Tittle, Brown, 1965), pp. 261-66 — a 

Kinder, Marsha and Beverle Houston, Close-Up (New York, Chicago San Francisco and 
Atlanta: Harcourt, Brace and Jovanovich, 1972), pp. 246< 

wanbert, Gavin. "Fhlms of the quarter," Film Quarterly, 27.4 (1963), 53-54 

Lane, P MN Francis. "A Case of Artistic Inflation," Si ght and Sound, 32.411 (1963), 
1525 

Metz, Christian, "Mirror Construction in Fellini's 8%," in Film Language, trans. Michael 
Tayler (New York: Oxford University Press, 1974 l'orige edn., — sur la sipi 
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ication au cinema, Paris: Editions Klincksieck, 1968; rev. as Moy L97L), ppo 22 
— JJ in T y *s 8 and the poor English film erities," Cambridge Quarterly, 

3 pene x $ 
Perry, Ted zide to ES Bloomington: Indiana University Press, 1975. 90 pp. 
Pechter, W -Four Times a Second (New York, Evanston and London: Harper 

and Row, 192). PPo oot 


Rhode, irice. "Fellini's Double City," in Ihe imer ence of Film Art, ed. Lewis Jacobs 
(New York: Hopkinson and Blake, 1969), pp. — 

o Fev., Sight and Sound, 32.4v (1963), 193 

Simon, John. Private —— — (New York: Viking ,1965), , 20-28, 193«9h 
ae Gilbert. Federico Fellini (New York: Crown, 1970), pp. 85, 66.58, 158- 

P msan. * "Les limites d'une conquéte," Jtudes Cinématographiques, Nos, 28-29 

| Walker, Alexander. The Celluloid Sacrifice (New York: Hawthorn Books, 1967), pp. 207- 
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zand, Nicole. "Mauvaise conscience d'uno conscience chrêtienne," Etudes Cinématograph- 
iques, Nos. » 26-29 (1963), 57-56 | | 
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OSSESSIONS (1942) 


I 


Director: Luchino Visconti. Script: Mario Alicata, Antonio Pietrangeli, Gianni Puccini, 


Giuseppe de Santis, Luchino Visconti, Based on James Cain's novel, The Postmen Always * 
Rings Twice (uncredited). Photography: Aldo Tenti, Domenico Scala. Editors Mario i 


Serandrei. Art Director: Gino Rosati. ljusic: Giuseppe Rosati. Producer: Libero 
Solareli, Production Company: ICT Rome. 


y Casts Clara Colarat (Giovanna), Massimo Girotti (Gino), Juan de Landa Qiragana) 
i. “ida Marcuzzo (La 3 Enuolo). Dhia Cristent (Anita). Vittorio Duse (truck driver), 
Michele Riecardina, Hi e Sakara. 


Locations: Ferrara and district, Ancona, Po valley. 


Running tine: 135 minutes, For history of early censorship and tribulations, see 
Leprohon ond Armes, 


Selected glish bibilography: 


Armes , owe Patterns of Realism (South Brunswick, NoJ, and New York: A.S, Barnes, 
m 1971. Sm 

Aristarco, Guido, "Luchino Visconti," Positif, No. 28 (1953), 3-5 

— Vernon, The Italian Cinema (New York: Arno Press and New York Timor. 1972 

. foerig. pub. London: Falcon Press, 19517), pp. 52=56 

Knight, Arthur. "The Course of Italian Neorealism," ín The — of Film Art, 
E. ed. Lewis Jacobs (New York: Hopkinson and Blake, 1969), po 27 | gy rm | 
b. Leprohon, Pierre. The Italian Cinema, trans, Roger Greaves * Oliver Staliybrass ed 





4 e t Washington: Praeger, 1972 forig. pub. Paris: Editions Seghers, 19661), b. 
| ppo 06499 1 


Nowell-Smith, Geoffrey. Viseonti. (Garden City, New York: Doubleday, 19568); ppo 14 32 
THs BATTLE oF AGL (1966) 


a Directors Gillo Pontecorvo, Seript: Franco Solinas, Based on a story by Gillo Fon f 

^ tecorve and France Solivas. Photography: Marcello Gatti. Art Director: Sergio Canevari. J 
Musie: Gillo Pontecorvo and unio Morricone, ditor: Mario Morras end Unit Director: ry 
Giuliano Montaldo, Producer: Antonio Musu. Production Company: Igor Film s.rclo 
- (Rome) 


+ 


Location: Algiers | 

Kumning time: 120 minutes. First shown at Cinema Afrique in Algiers; first U.S, showing 
at N.Y. Film Festival, 1967; first French showing, Fall, 1971. 

Selected readings on BATTLE OF ALGIERS: 


CRIPT: Solinas, Pier Nico, ed. The Battle of ers (New York: Scribner's, 1975), 
l: et ; 206 pp. Contains shooting soxtpt, interviews Pontecorvo, full bibliography. * 


Dowd, Nancy Alen, "Popular Conventions," ids err. e2,íii (1969), 26-21. 
Mellen, Joan. A | tide to THE BATTI Or Bloocingtoa: Indisna University 
press, 1974. nteins full bibliography 
wilson, David. "polities and Pontecorvo, " sight and Sound, 40,444 (1971), 160-161 
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CHINA IS HEAR (1967) 


/ Director: Marco Bellocchio. Script: Elda Tattoli, Marco Bellocehio, Based on a story 
|» by Beilocchio. Photography: Tonino delli Colli. Music: “unio Morricone. citings 
k Roberto Perpignani. Producer: Franco Cristaldi, For VIDES Films, 


Cast: Glauco Mauri (Vittoric), Xlda Tattoli (Elona), Paolo Graziosi (Carlo), Daniela 


Surina (Giovanna), Pierluigi Aprà (Camillo) 
Filmed in Bologna and Imola. Running time: l0 minutes, 


THEOREM (2968) 


Director: Pier Paolo Pasolini., Assictant Director: Sergio Citti. Soript: Pier Paolo 
Pasolini; based on his own novel. Pho : Giuseppe Ruzzolini: Eastman Color, 
igitor: Nino Baragli. Music: imio Morricone, Producers: Franco Rossellini, Mauro 
Bolognini. n 


Terence Stamp (The Visitor), Silvana Mangano (Lucia), Massimo Girotti (Paolo, the 
husband), Anne Wiazensky (Odetta, the ter); Laura Betti (initia, the servant), 
. Andrés José Cruz (Pietro, the son), Ninetto Davoli ( Angelino) 


Running time: 98 minutes. ( 
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Pier Paolo Pasolini 
data-sheet 


yt 


perhaps the major Italian intellectual of the 1960s: novelist, poet, playwright, 
linguistic theoretician, film critic, painter, art historian and, increasingly, a 
director of films; born in Sologna of a noble family (Romagnese) on his father's 
Side, peasant steck on his mother's (Friulan); studied Friulan poetry at an early 
age, devoted his studies increasingly to late medieval Italian pointing; admits to 
full participation in the oedipal myth: "For a long time I thought the whole of my 
erotic and emotional life was the result of this excessive, almost monstrous love 
for my mother"; like Visconti and Bertolucci, his work has a highly-charged homo- _ 
erotic quality, and like them he has been influenced strongly both by marxism and 

| pres catholicism | 


of his 11 novels, the best known are Une vita violenta (1959; trans. into inglish  ž 
A Violent Life, 1963) and Le ceneri di Gramsci (The Aches of Gramsci, 1957); besides 4 
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his well-known article "The Cinema of Poetry," he has written several brilliant pieces 
of structural analysis, most of which remain untranslated 


| E 
vrom 1954 through 1962 (that is, before his first auccessful novel and after his first 
acclamation as a director of feature films) Pasolini wrote scripts, treatments, — 
of: dialogue on a number of films, and was a general intellectual catalyst. lle gave 960,000 _ 
|. to a 2l=year-old of some promise, Bernardo Bertolucci, gave him a finished script and E 
z told him to go out and film it, for example. E 


Feature films worked on as scenarist and script writer: 


1955 ‘THs WOMAN FROM FIUMs (dir. Mario Soldats) 
1955 ‘THis PRISONER OF THis MOUNTAINS (dir, Luís Trenker) 
1956 NIGHTS OF CABIRIA (dir. Federico Fellini) 
1957 MARISA THA FLIRT (dir. Mauro Bolognini) 
1958 GIOVANNI MARRIED (dir. Mauro Bolognini) 
1929 THs WILD NIGHT (dir. Mauro Bolognini) 
1960 DzATH OF A FRIEND (dir. Franco Rossi) 
HANDSOME ANOTONIO (dir. Mauro Bolognini) 
HARANZ*S SONG (dir, Cecilia Mangini) 
T FOOLISH DAY (dir. Mauro Bolognini) 
TH) LONG NIGHT OF *43 (dir. Florestano Vancini) 
TH: TANK OF SEPTEMBER STH (dir. Gianni Puccini) 
1961 TH GIRL IN THe SHOP WINDOW (dir. Luciano immer) 
1962 A VIOLUNT LIFE (dirs. Paclo Heusch and Brunello Rondi) 
TH: DRY HOUSEWIFE (La Commare Secea; dir. Bernardo Bertolucci) 


Feature films directed by Pasolini: 


1961 ACCATIONZ The inarticulate and fitful movements towards inherited consciousness _ 

i by a small-time pimp in one of Rome's newer and less picturesque slums. Unable | 
— to establish anything but a marginal existence, the central character seems ran 
E have been untouched by any of society's broader movements, and the film explicitly — 

| demolishes several myths beloved of neo-realist orthodoxy. s ede aid 
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Pier Paolo Pasolini 5 
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1962. MAMMA ROMA 
1964 COMIZI D'AMORE | 
TILS GOSPEL ACCORDING to [SAINT] MATYHEW Pbasolini's spare version of the gospel 


t 


én 


2 
i 
| 
treats Christ as purposeful, humorless and efficient--a dry man in a dry 
landscape. Made during the papal reign of John XXIII, it reflects PPP's inte 
in the mythic and social roots of the original Christian impulse. A new style 
unfolds itself, with much use of zoom lenses and handheld 'verite" work. : 


1966 TH HAWKS AND THE SPARROWS Two men-=probably father and son--travel along an 
eventful road toward some new social system, accompanied by their mentor, 
a crow, The bird spouts marxist parables and is eventually eaten, as all 
teachers are; the men try to be Franciscans in emulation of Rossellini, but 
that doesn’t work out. Highly parabolic, and inscribed with a wide range of 
Italian social, political and cinematic allusions. 









1967 ONDIPUS REX  PPP's treatment ef the myth which may be most central to his own 
consciousness (or at least to his own notion of his own consciousness), this 
film marks the first of a series of overtly metaphoric autoblographyes. 
Sophocles’ play is treated as a post-psychoanalytic, purgative melodrama; 
but Pasolini's care in delineating action makes the film very strict in its 
most lyrical moments. 


1968 THEOREM A young man (played by Terence Stamp as a cross between the angel of 
death and a naughty Oxford undergraduate) demolishes an entirs family. “One 
thing to keep in mind," says Pasolini, "is that the bourgeoiste is always 
wrong no matter what it does." The film relentlessly pursuss its symbolic 
goal, to strip the bourgeois back to a pre-social, condition, and thus to 
destroy him. 


1969 PIGSTY A film in which two stories are intercut: in the first, Anne Wiazemsky 
and Jean-Pierre Leaud are the children of a vulgar uropean industrialist; 
everything is played in Godard-like cartoon style, until he goes to his death 
at the hands (?) of a gang of pigs, who seem to know something he doesn't, 

In the second, which takes places either 2000 years before the first one, or 
2000 years after, Pierre Clementi wanders about a savage and barren landscape, 
finally kills someone, eats him, and tells the authorities. The wreckage of 
the west seems pretty complete. | : | 


1971 ‘THis DeCAMZRON Part of Pasolini's pre~Renaissance trilogy: an attempt to discover 

| the roots of modern art and society. Much reliance on "pure" storytelling, -~ 2 
relating to Pasolini's notions about the simplicity of certain kinds of / EN 
cinematic representation. Also rich reliance on generally rustic bawdiness, 
meant to be vulgar in the Rabelaisian sense, Pasolini appears as Giotto. 

41972 Tis CANTERBURY TALS i i 


1975 1001 NIGHTS 
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Francesco itosi 
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bo Naples, 1922; carries with him an interest in '"primitive" Southern marxism/fantasy-~ 
the cnaracterist.c split we have noted in the work of another Neapolitan, Vittorio 

De Sícas studie: law in Rone; became interested in film through discussions with Vis- 
conti: was assistant director on LA TERRA TRIMA, wrote the script for Visconti's BULES= 
SIMA; was assistant director on SINSO; also assisted on work by Antonioni (LE AMICHE), 
Mario Monicelii, Luciano emer; his films are largely unknown in this country, and have 

been seen (wien seen at all) under highly divergent and unfavorable conditions 


































FEATURE FI'MSs (no conments offered if films not soen) | 


1957 IA JIDA A traditional bildungsfilm (a young man comes of political ag?); but i a 
wa -hout the lyricism of a film similar in theme, Bertolucci’s Berors THs KEVOLUTION, _ 
A' ready fusing documentary and narrative, the film was a sweeping indictment of AZ 
- olátical hypocrisy on the left and the right, and caused a great stir in Italy. 
"I am trying, through these stories of individuals, to relate a condition, to 
‘tell a city’ (raccontare una citta)." 


19°93 I MAGLIARI 
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ES " 362 SALVATORE GIULIANO Still Rosi's most powerful film, the tale of a | Sicilian 
bandit who becomes a pre=marxist saint; that is, the times are modern Gimediately 
after World War II) sut the ideology is non-existent (we are in the Sicily of — 
Gramsci, which has not changed since the Risorgimento and before). Thus the 
State tracks Giuliano down as a bandit, but the Government knows that he ie a 
E possible rallying point for political dissent. Told in flashback, starting with 
b the image of Gluliano's corpse being dressed for burial by his mother, and cad 2 : 
E. played for the press by the police (no accident that Rosi spent a year in the =| 
n. early 70's trying to convince the Cuban authorities that he should do a film  — 
ae. on Che Guevara). 7 Cee ae 


1963 HANDS OVER UHz CITY The city is never named (though it is clearly Naples); x 
indictment of slum landlords; Naples is so de-romanticized (no picturesque — “hel 
pP fruit peddlers or Loren) that it could be Boston. Rod Steiger gives a brilliant a 
E performance (one of many he has given in Italian films) as the chief entrepreneur; 
P but his deeds become almost a pretext for a brilliant and pointed anclysis of 
the Italian political spectrum. Above all, Kosi wants to analyze and to explain; 
this film seems colc~hearted, but is in fact simply logical. 


1964 ‘Tis MOMENT OF TRUTH A rather ambiguously successful attempt to deal with — 
asa corruption: a young man's pure feeling for the bullring becomes corrupted 
through excess. Kosi attempts to fuse documentary with narrative; and tries to 
undermine spectacle by euploying it too profusely. Perhaps his most visual, 






















ieast analytic film. * wd 
| 1967 MORE THAN À MIRACLE (C*XRA UNA VOLTA, lito, ONCS UPON A IMs) The Italian title * 
E a succeeds in conveying the intent of this Neapolitan fairy tale about a comon 
ESM | ‘add (played by that truly common representative of the species, Sophia 


and a handsome prince (none other than that Arab-Jewish ganbler=prince and —— J 
fried of <i Orans, Omar Sharif). A 180° switch for Rosi; he defends it in intere |. 

E views as being “very Neapolitan"; and there are similarities to MIRACLE IN MILAN. 

hc -~ There is “~~ mach eens and a general air of disbelief, 
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1970 KƏN AGAIN. (Uardni Contro) Set in the first World War, a period when Italy's 
; role in ‘nternational politics was particularly ambiguous (when not?). A young 
officer comes to understand that his clase (lew nobility) has in effect to bear 
the bleue for the country's foreign policy; but he learns this through contacts 
with h.8 men, and with his fellow officers, in concrete situations. Somewhat 
doct naire, but its action scenes and mílitary execution standx favorable com- 
parton with Kubrick's PATHS OF GLORY, while its class analysis is as subtle as 
Renrir’s in GRAND ILLUSION. Obviously, the film deserves an American showing. 
wita Mark Frechette (now doing 1 to 10 for armed robbery) and Alain Cuny. 


‘Ti8 MATTEL AFFAIR 


LUCKY LUCIANO ‘the only one of Rosi's films to get widespread American distribution; | 
this one played over a month in Johnston alone. Obviously hyped as a successor —— — 
to that successful Mafia movie, the film in fact manages tc make its points about =~ 
the connection between Luciano and the C.I.A. seem very plausible. Was he sent  —— 
to Sicily to organize a system of distribution through the Mafia, in order to eS | 
support the planned Allied invasion? Was he in fact o great patriot without E C 
respect in his own country (Xe, US)? Yes, and it drove him to dope, and systems < 
of contrel not entirely dissimilar from . . . but you get the point. Certainly 
not up to the standards of HANDS OVER THs CITY or SALVATORE GIULIANO, which ir 
remain Rosi's best work to date. | | 
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ACCATTON:s (1961) 





Jirector: Pier Paolo Pasolini, Script: Pier Paolo Pasolini, Assistant Directors: 
bernardo Bertolucci, Leopoldo Savona. Assistant for Script: Sergio Citti., Director 
i of Photography: Tonino Delli Colli.  3ditor: Nino Baragli. Music: Johann Sebastian 

b Bach, arranged by Carlo Xustichelli. Producer: Alfredo Bini. Production C Company: Arco 
p Film-Cino Del Duca, 


Cast: Franco Citti (Accatone), Franca Pesut (Stella), Silvana Corsini (Maddalena), Paola 
Guidi (Ascenza), Adriana Asti (Amore) 










Selected inglish bibliography or ACCATIONE: 


L irre, Mey. "Pasolini," Filme and 17x (1971), 55-57 
? Casty, Alan » Development of t. of the T Film (New York: Harcourt, Ac 1973), pp. 301-302 


Dyer, Peter John. "The Festivals: Venice," B&ght and Sound, 30.iv (1961), 170 B 
^. "The Mew Frontiers," Sight and Sound, Alei (1962-62), 18-19 m. 
Fioravanti, Leonardo, et. al. "Interview with Pier Paolo i 1 An Xpícal Religious 
View of the World," Film quarterly, 18.iv (1965), 32, 34-37, 42 * 
Conrad, Randall. rev. of ACCATTONS, Film Quarterly, 20.441 (1966-67), 28-35 
oe Susan, "Pasolini: Rebellion, . Art send a New Society," Screen, 10.11ii (1969), 
2625 
HowelleSmith, Geoffrey, rev. of ACCATTONE, Sight and Sound, 3l.iv (1962), 193-95 x 
Stack, Oswald, Pasolini on Pasolini (Bloomington and London: Indiana University Press, 
1970), ppe 37-40, 42-43, G6, 4S n 








DEATH OF A FRIEND (1960) tg or helt we fis. 


Director: Franco Rossi. Screenplay: Franco Riganti, Ugo Guerra, Franco Rossi. Based af 
D on & Story by: Guiseppe Berto, — Brancoli, Pier Paolo Pasolini, France Riganti, 3 


L DIESE: Toni Secchi. iditing: Otello Colangeli. Music: Mario Nascinbene, Pro- A 
| duction Directors: Armando Fran > Caria Bassoli, Production Associates: Franco higanti, | 1 
Antenio Rol. Producer: Sandro Ghenai. 1 


í Cast: Gianni Garko (Aldo), Spiros Focas (Bruno), Didi Peg (Lea), Angela Luce (oisi? 3 
E Anna Mazguchelli (Mother), Andrea Scotti (Adriana), Fanfulla, Olimpia Cavalli, x. 





